Posing the Phallus
But I would say that the part-object survives to do this new work, rather than that it returns to do it. For the tenacity of the part-object in postwar art might be compared, in psychoanalytic terms, to the persistence of the infantile drives, which, at least in one account, survive the Oedipus complex.
In Melanie Klein's object-relations theory, the infantile experience of somatic fragmentation in the grip of the drives is the ground of subjectivity itself. And the part-object is pivotal to this subjectivity-of-the-drives because it is itself produced by the drives-so that, for example, biting produces in the infant a fantasy of destroying the breast, while sucking enacts its incorporation, each action producing a distinct part-object: the bad and the good breast. The range of partobjects-breast, penis, mouth, feces, urine, baby-generated through the drives is put into play phantasmatically, and these fantasies in turn position the subject. Paranoid fantasies of being attacked (as by chewed-up fragments of the breast damaged by biting), for example, lock the subject into what Klein terms the paranoid-schizoid position, while anxieties about the destructive effects of aggressive impulses conversely precipitate the so-called depressive position. 4 The part-object's claim on the subject crucially is not confined to an infantile phase; endlessly perpetuated, its demands define an infantile level of experience throughout life. And so, dissolved in the drives, the Oedipus complex as Klein describes it is not a punctual event, marking the subject's entry into the symbolic order, but a murky awareness that trails backward and downward to seek what is, in Freudian terms, the inarticulate prehistory of the subject (the pre-Oedipal stage). By a similar revision, the Freudian concept of regression, figured as a return-a retracing or doubling back to a distant object or stage-is recast as an incessant repositioning, or capture, of the subject by the drives.5 And perhaps most important, in Klein the rigorous logic of libidinal development is chronically thwarted by the aggressive drives trained on the subject itself-by the death drive.
My proposal, therefore, is this: in its very resistance to the Oedipal logic of renunciation and radical break, and in its enactment instead of a perpetual fissuring, the part-object marks the operation of a self-destructive imperative that one might think of as a death drive in (post) modernism. 
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He drew a swastika which extended over the whole page and which he changed into a Union Jack.
-Melanie Klein6
In historical terms, the fate of the part-object in postwar art is bound up with the complex historical receptions of Surrealism and Marcel Duchamp. For the period of the mid-1950s through the 1960s, from which my opening examples are drawn, Surrealism and Duchamp represented a disclaimed subhistory of modernism; today, in the reversal of these positions, it is the aesthetic autonomy of high modernism that is disavowed. One explanation, then, for the reiteration of the part-object in so much recent artistic production might be that it is redeemed as a marker of Surrealist and Duchampian representations of the body-in-pieces, and in repudiation of the modernist gestalt.
That would be one possible analysis, but an inadequate one. For the partobject is disprivileged not only in modernist discourse, but also in postmodernist receptions of Surrealism and Duchamp. In Surrealism, the part-object is subsumed by the fetish. And in postmodernist receptions of Surrealism, it is even Posing the Phallus more emphatically the fetish that signifies bodily fragmentation and the shattering of aesthetic autonomy, rather than the part-object.7 As deployed by Duchamp, the part-object has historically been superseded by the readymade, and its potential to critique, but also to compound, the effects of the fetish. And even now, despite a critical and artistic reorientation toward the phantasmatic dimension of Duchamp's practice, the status of the malic molds in the Large Glass-or of Priire de toucher (Please Touch) (1947), Feuille de vigne femelle (Female Fig Leaf) (1950) , Objet-Dard (1951), or the Coin de chastete (Wedge of Chastity) (1954)-as part-objects is often ignored.8 More important for me here than the significance of the part-object to Duchamp's own production, however, is the role his work has played in its reiteration across the field of twentieth-century art.
For what binds the part-object to the history of (post)modernism is not only its insistent repetition in diverse contexts, but its survival in the work of a few artists, Duchamp significant among them, over long periods of time. This is not to suggest that the logic of the part-object is continuous across this history: it would
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On "the anti-aesthetics of the fetish today," see Hal Foster, "The Archive without Museums," October 77 (Summer 1996), p. 118.
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The part-object logic of Duchamp's work, and its importance for a great range of contemporary artistic production, has been the subject of sustained analysis in the work of Rosalind Krauss and Annette Michelson donngs. The second is a plaster cast excised from a mold of the same figure's breast.10 And even without the possibility of correlating these objects to the fabrication of the Etant donngs--and so of identifying them as by-products of that body (as the part-object is a by-product of the bodily drives)-the genital crease of the one and the phallic/fecal doubling of the other nevertheless mark them as not only "erotic objects," but more particularly part-objects. The material ground that Fag establishes for the ensuing series of flags, targets, alphabets, and numbers of his early production-that dense gluey matrix of torn, stained, smeared, wax-dipped, and re-fused newspaper-itself, of course, evokes a libidinal, vaguely infantile, corporeal surface. Or so it might seem, except that this ground that is so tactile as to be called "touching," but also so meticulously pieced together, or fused, respects the conventions of the Stars and Stripes in most particulars.14 The tension, at ground level, between a libidinal surface that has consistently inspired its critics to speak in terms of a loving touch, and an impersonal symbol that alienates the subject from touch, positioning him or her in relation to the law of the father, is pivotal to any reading of Flag.
As compelling as the tension between these two grounds, however, is their adhesion, which defeats any attempt to see difference between them.15 This is the violence of Flag: to ground representation in the destruction of difference (the symbolic in the drives). And if a current critical preoccupation is the sexual identity that is inscribed in Flag-in subversion of the masculinist, militarist, heterosexist, racist predicament of postwar American culture-it may be necessary to recast An early criticism of Target with Plaster Casts, forwarded by Leo Steinberg, was that the use of cast fragments-purplish foot, white face cut off at the eyes, red hand, pink breast, orange ear, green penis, yellow heel, greenish-black bonewas a device "too pitilessly unsentimental to acquit the work of morbidity." In this analysis, the aggressive treatment of the body parts, "derogated" by a fragmentation that is, as Steinberg observes, further intensified by the parts themselves being "not whole" but "clipped to size" to fit the boxes, "indicates that the human body is not the ostensible subject. The subject remains the bull's eye in its wholeness."22 More recent criticism has conversely argued that the plaster casts, and specifically the inclusion of a penis among these bodily fragments, powerfully thematizes a specific subjective experience of fragmentation.23 Yet Steinberg's reading of the work's morbidity is somehow more telling. For it asserts that the fragmentation and discontinuity of the parts is implacable and literal, not symbolic. So when 
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Parodying the excesses of Pollock's achievement, Kusama unveils a bigger painting, and announces an equally capacious ambition. Playing the woman in a masculine art world was to be as pivotal to Kusama's practice as the performance of masculinity had been to Pollock's. It was not only that she acted the parts, posing at openings in a decorous kimono, or later having herself photographed reclining nude in a pinup pose on a phallus-encrusted couch. She played these feminine parts against the hard-living masculinity of the Pollock-type, but also (and this is an index of her ambition) against the very phallocentrism of modern art.29
In 1961, Kusama began to make her Accumulation and Compulsion pieces, found objects blanketed by dense fields of lumpy protuberances fashioned by stuffing small cloth sacks with cotton batting.30 The repertory of objects submitted to this labor-intensive procedure was extremely varied-encompassing, for example, an armchair, a sofa, a ladder, a baby carriage, shoes and coats. As in the Infinity Nets, the effect of this process might be described as exhaustive-both manically all-encompassing and depressively all-obliterating; it was a condition Kusama The part-object does subside as a recognizable feature, but survives at the level of process: in, for example, the way a work like Area, a series of crumpled rubberized sheets sewn together, is a by-product of Repetition Nineteen III, produced from the "insides" of the cylindrical molds used to make that work.45 But I want to stick close to the beginning, to Hesse at her most literal.
To twin and bind the phallus is to make a joke at its expense, but also to muddle it up with the breasts, and the breasts with the testicles, and so to set off a spiral of identifications in which the body is both drawn close and lost track ofbecome ever more profoundly phantasmatic. Hesse would explain this partly with pictures. Like Kusama (but much more like Bourgeois), she made it a practice to pose with her work, to pose posing it, as if to demonstrate how it worked. Take, for example, the picture of the artist modeling Ingeminate, the sculpture's umbilical hose looped around her neck as she balances the twin phalli in her outstretched arms. Almost twenty years before Bourgeois would pick up Fillette in range of a camera, there is Hesse, smilingly showing off hers, and showing that to put the object in play through the body is to demand for it a more literal level of attention. I have heard quite small children joke, for instance, about the idea that they once really wanted to eat their Mummy up or cut her into pieces.
-Melanie Klein57
Within the artistic context of (post)modernism, the intensity with which, as psychoanalysis would have it, the drive isolates and pursues its object has been enacted not only by a certain emphasis on fragments, but also by an insistence on fragmentation (on, for example, such procedures as smearing, tearing, cutting, and stuffing). It is not, therefore, only the fact that the phallus recurs as a graphic sexual motif that is important; or that it is reduced to a fragment; or that this fragment is of the infantile type known as a part-object; or that, within the register of part-objects, the phallus is undermined as symbol (symbol, even, of the symbolic 
